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ABSTRACT	  	  
	  
This project aims to answer the question of the Heartland Festival’s targeted audience, as this will 
provide a basis for designing an interactive installation that will be placed at the festival.  
The methodological approach is a ‘single case study analysis’ where the marketing of the festival 
has been the background for a case description. To answer the research question, a tripartite 
analysis is conducted with the use of theories from: Pierre Bourdieu, Geir Vestheim, Nick Prior, 
David Hesmondhalgh and Andy Pratt as well as Lisbeth Lindeborg and Lars Lindkvist. The 
analysis revolves around taste, the organizational principles behind the festival (cultural policy, 
industry and regional development), and a market segmentation analysis of the festival resulting in 
determining the targeted audience. The paper concludes that the Heartland Festival is build upon 
three interactive power structures; the audience; the institution; and the cultural taste. It furthermore 
concludes that the festival functions as a cultural reproduction that appropriates the ‘modern 
community oriented segment’. This provides a basis for the interactive installation.  
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Introduction  
In this project we will investigate how the new niche festival; Heartland Festival has come about. 
We will look at what organizational principles lies behind, how the festival can be seen as an 
institution and how it presents itself. Shedding light on the niche festival through use of theories 
such as Pierre Bourdieu’s class distinctions and Vestheim’ cultural policies among other theories, 
we aim to understand the role of culture and taste. This will provide us with the knowledge to assist 
us in determining the target audience. This is central to us as we are in collaboration with the 
Heartland Festival, for whom we will create an interactive installation that will be placed at the 
festival. The result of the analysis will provide us with extensive knowledge about the audience that 
the installation has to attract.  
 
Research Question  
When creating a niche festival like Heartland Festival, what organizational principles lies 
behind and what role does culture and taste play when targeting an audience?  
 
Sub Questions  
•   What has been and is the social function of the festival as an event?  
•   How does the festival present itself in regard to taste, culture and social class? 
•   What organizational role does cultural policies, industries and regional development play 
when creating a new festival like Heartland?   
•   What is the idea and concept behind the Heartland festival - what target group are they 
aiming for?   
•   What aesthetic framework has to be taken into considerations when designing an installation 
for the Heartland Festival?  
 
History of Festivals  
Festivals have evolved over time, from festivals such as Dionysia, a religious gathering, to present 
time festivals which, have evolved into big gatherings around music, to a more contemporary mix 
of art and cultural gatherings. In the following section we will shed light on the difference between 
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the origin of festivals to present time festivals. The oxford dictionary gives two definitions of the 
word festival; “A day or period of celebration, typically for religious reasons” or “An organized 
series of concerts, plays, or films, typically one held annually in the same place”. 
(www.oxforddictionaries.com)  
We wish to investigate festivals as an institution that facilitates the exchange of cultural initiatives 
and enforce the participants’ cultural needs. A brief historical introduction to the origin of and the 
present day festival will be compared to a more contemporary segmented approach to festivals. In 
extension we will also introduce how the social interaction are facilitated and how this have 
developed from the origin of festivals to present time contemporary festivals.    
 
Dionysia  
The festival of Dionysus is considered to be one of the earliest records of a yearly returning 
celebration that had the same frame as the festivals we see today. It is still discussed amongst 
scholars what precisely happened during the Dionysia, when and where the event took place. 
Archaeologist have tried to reconstruct the events of the Dionysia. The information subtracted from 
the data show that it was a collection of festivals held around Greece. The aim was to facilitate a 
public event where men were invited to celebrate Dionysus, the son of Zeus, god of Wine and 
intoxication. Women, children and slaves were excluded from the celebration as it was custom for 
men to indulge in the activities. (www.oxfordreference.com.molly.ruc.dk). The festival was said to 
follow the same frame at different locations all around Greece and to be celebrated in both rural and 
urban areas. The focus on the festival was on creativity and the celebration of wine and culture. For 
the physical frame of the festival an open area with a stage was required for the performances to 
take place. Smaller communities would unite in the financing of the Gathering. The Schedule for 
the festival was put together of different activities to be as follows: sacrifice of livestock and wine 
to Dionysus, procession with hymns and announcements of theatrical plays. The plays themselves, 
tragedy, comedy and dithyramb were part of a competition. The best acting group were crowned 
and honored by a selected jury. Communal games were played amongst the audience. The activities 
would stretch over a period of around four days. (Jones, N. F. (2004). P. 158) This is one of the 
earliest records of a gathering in a specific area around a common idea of celebration.  
 
When comparing the origin of festivals to contemporary festivals in present time they have moved 
away from a returning religious gathering, to a yearly cultural event stretching over a couple of days 
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or a week facilitating the space for cultural experiences and social interaction. Participants take part 
of these contemporary festivals where they gather around: Music, theater, film, art, food, beer, wine 
etc. The number of festivals in Denmark have doubled in the last ten years, there are around 170 
festivals every year. (www.dr.dk).  
 
Roskilde Festival  
Roskilde Festival Charity Society organizes Roskilde Festival. Roskilde Festival has existed since 
1971 and it started as a collaboration between two high school students and the music promoter 
Karl Fischer, they named it Sound festival. It started on an amateur basis which meant that the 
founders didn't have experience hosting events of this caliber, but they had a dream about creating a 
festival in Denmark that could have the same impact as, the Woodstock Festival had in America. 
This lack of experience resulted in a huge deficit. This happened because the organization of the 
tickets being sold for the festival were not under control, this lead to the festival shutting down. The 
idea was picked up the year after by the American folk singer Tony Busch in collaboration with the 
Roskilde foundation. This time the organization of the festival was under control and the organizers 
managed to turn a profit from the festival. The frame back then was the same as Roskilde uses 
today, with the Roskilde foundation now being in charge of running the festival. Roskilde festival 
now have 50 full-time employees and an estimate of 32.000 volunteers that every year help to keep 
the practical matters running; before, under and after the festival is taking place. Roskilde Festival 
Charity Society is a non-profit organization that supports initiatives that are beneficial for children 
and young people. In addition, it supports humanitarian and cultural projects. The is independent of 
party politics and don’t differentiate between geographical borders. (http://www.roskilde-
festival.dk(2)) 
 
Roskilde Festival is one of the biggest festivals in Denmark, as already mentioned. With 
approximately 130.000 festival participants every year, and more than 170 artists. “Roskilde 
Festival is an identity-simulator. During the process of identity realization music plays an essential 
role” (Lund. S. (2016) politiken.dk (1) Translated by Bagshaw. O. 22/5-16) -  from this quote it can 
be said that the source claims that Roskilde Festival is a festival facilitating social interaction and 
cultural experiences the festival is a great frame to challenge your own identity. Journalist, Jeppe 
Wojcik from videnskab.dk, the independent online news media platform, claim that: “The festival 
calls it the ‘Orange Feeling’. The feeling and sense of presence, freedom and community. Everyone 
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that has participated in Roskilde Festival knows what ‘Orange Feeling’ really is”. (Wojcik, J. 
(2012) videnskab.dk (Translation Bagshaw. o 22/5-16)) Meaning that the festival facilitates a space 
in which a specific atmosphere is created through the presence and interaction between the people 
and the cultural exchange that are constructed at Roskilde Festival. In the same article Kristine 
Munkgård Pedersen external lector at the institute for Communication, Business Management and 
information technology at RUC claim, that Roskilde Festival is a facilitating space where people can 
take a break from their daily routine and experience new parts of themselves: “You are more 
passionate, loving, wild or friendly. There might not be room for these gestures during one’s daily 
hassle. Roskilde Festival invites to find that part of yourself” (Wojcik, J. (2012) 
videnskab.dk/ (Translated by Bagshaw. O. 22/5-16) 
Roskilde Festival was a gathering centered around people and the concept have not changed much 
since then. The idea of the time with the big festivals like Woodstock and later Roskilde was a 
branch of gatherings from the hippie movement, where the single individual was placed amongst 
others who shared a similar mindset and shared the same idea of how a gathering such as Roskilde 
Festivals were supposed to play out, it was the experience of the gathering and the people being 
present that were important rather than the music. (http://www.faktalink.dk). With a change of 
generations, a change in taste has followed. A new generation of festival goers influence what a 
modern day festival can also be.  
 
Niche & Boutique Festivals  
In an article in the Danish newspaper Berlingske, Johannes Andersen associate professor from 
Aalborg University argues that a shift in how we define ourselves has changed through the 
expansion of the internet, in the sense that you can find people with your specific interest online. 
“The youth culture is more fragmented than it was before, interest today are too different and it is 
hard for the festival to find a main name that can attract everyone” 
(www.b.dk/(1)). The ability to explore interest beyond your local community via the internet means 
that you don't necessarily feel the connection to your local community, but share ideologies with 
people across the country or even the world. This fragmentation have lead to the need for the 
creation of new kinds of festivals such as the Niche and the Boutique festival. A boutique festival is 
a small to medium sized festival, often with a theme or a specific purpose. These festivals are 
becoming popular because of their engagement in their catering to a more specific audience and 
theme. The name origins from the meaning of ”boutique” which means ”a small specialized 
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producer or business” (g3presents.com).”Wilderness” is a festival in the UK which show these traits 
and have become popular in the recent years. The festival has focus on talks, nature and quality 
food. They are famous for their masked ball that they are hosting every year. The festival also 
makes a miniature version of the festival, for children with the same aim as for the adults 
(www.theguardian.com). They amongst other Boutique festivals set out to facilitate an event for a 
more specific audience that want a higher quality in produce, more luxurious living arrangements 
and a more specialized program containing various artist and entertainers. The same can be said for 
Niche festivals, the focus is not as much on the quality oriented segment, but more on a segment 
that want to share their passion for a specific taste of art, music, food, theater, film etc. together 
with other people that share the same passion (trendreports.com). This changes the festival scene, 
such as the creation of a festival like ‘Copenhell’ with a heavy metal and heavy rock music line-up, 
that caters to a smaller group of people that for a long time have felt neglected (www.b.dk(2)).  
 
The feeling of meeting around something has always been present in humanity. In ancient Greece, 
the festival was a meeting point, where the men met around religious beliefs and ideas. Gathering as 
a community was central, and the local community feeling was thereby enforced. In more modern 
times the festival format have had the same function, despite having another point of reference than 
religion, this being interests like music, art and culture. Starting as a local initiative many festivals 
has grown to institutions where the individual feels included in a  “special” constellation like the 
‘Orange Feeling’, hereby referring to the Roskilde Festival. The more contemporary festival do not 
have the same point of departure, the main focus is the similar mindset rather than the location. 
Where a festival like Roskilde is about people meeting around broad focus of interests, they do not 
share the same interests and cultural classes with, the niche and boutique festivals creates a 
gathering for people with the same interests and mindset.  
 
Case Description  
In this section we will present the Heartland Festival based on information extracted from the 
homepage Heartland.dk and through additional sources related to the festival such as articles and 
collaboration partners. We focus on organization, venue, funding, the program and the overall 
atmosphere.  
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Heartland festival is a new festival that has its premiere this summer 2016, 10-11 June, situated on 
Funen in the gardens of the castle Egeskov Castle. It is a niche festival, that spreads over four 
focusses; music, talks, art and food.  
 
Heartland Festival  
The process of planning Heartland festival started four years ago and is inspired from a handful of 
British boutique festivals. The Heartland Festival director Ulrik Ørum-Pedersen explains to the 
Danish newspaper Berlingske that the aim has been to create a festival that present itself as more 
than a music-festival, one that invites people with a wider specter of interest such as; Art, Food, and 
talks. His colleague Rasmus Quistgaard head of the talk program at Heartland argues; “The 
audience has become picky and want something meaningful. When we buy experiences or go to 
something today, we are very conscious about what we use our time and resources on. We permit 
ourselves to have high ambitions on the behalf of our audience, that I believe is the future” 
(www.b.dk) (Translated by Nanna Niemann Holst) The British Boutique festivals have been a large 
success and the people behind the Heartland festival believe it will be the same in Denmark. The 
aim has been to sell the whole festival as a concept, with focus on the atmosphere; for this to 
happen they have chosen to collaborate with Egeskov castle. (http://www.b.dk(3))  
 
Location  
Today the use of Egeskov Castle is merely for social activities with its 20 ha. area with two outdoor 
mazes, and a 10.000m2 of museum exhibition area.(www.egeskov.dk (1)) Egeskov Castle is a 
beloved place for its natural beauty and has been mentioned in the international press as one of 12 
most beautiful gardens in the world (www.egeskov.dk(2)).  
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In present time the castle is owned, run and maintained by the duchess Caroline Ahlefeldt and her 
husband Michael Ahlefeldt. On an everyday basis the Castle is open for tourism that can visit and 
explore the museums and grounds that surrounds the castle. This has also been a clear motivation 
for the owners of the castle to collaborate and invest in a festival like Heartland, as it can help them 
to become more than ‘just’ a museum attraction. The relation between the Heartland festival and the 
castle owners comes from a personal relation between the festival director Ulrik Ørum-Pedersen 
and the Ahlefeldt couple. This relationship was established as Ulrik was the manager of the band 
Nephew.  
(www.b.dk(3))  
Another benefactor for heartland is the “... world's leading live entertainment and e-commerce 
company, comprised of four market leaders: Ticketmaster.com, Live Nation Concerts, Front Line 
Management Group and Live Nation Network” Live Nation. 
(www.livenation.dk)(10.05.16) The Festival is thereby managed in collaboration by the Castle 
Egeskov Castle, Ulrik Ørum-Pedersen and Live Nation where he functions as festival director. The 
Heartland administration is located in the Live Nation buildings in Copenhagen, and the tickets for 
the festival are sold through the Ticketmaster homepage owned by Live Nation.  
 
Funding  
The festival has received public funding through the local municipality which thereby has been an 
active part in making it possible to make the festival a reality. In 2014, Faaborg-Midtfyn 
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municipality got financial support from the Region Syddanmark pool for culture subsidies for 
regional development, with an amount of 800.000 DDK to develop a yearly returning multicultural 
Festival at Egeskov Castle. (www.regionsyddanmark.dk) 
The festival has furthermore received private funding: The Art program of the festival is for 
example funded by the Danish fund; Beckett fonden, which is a charitable foundation, that 
supports; Art and culture; music, theater, dance, art, literature and much more.(www.beckett-
fonden.dk)  
The main sponsor for the festival is the Funen beer company; Albani beer, this collaboration goes 
hand-in-hand with the Festivals idea of presenting its audience with local produce, as Albani is “. 
the epitome of Funen beer-culture” (www.heartlandfestival.dk(1)) and a more than 150-year-old 
brewery that originate from Odense, the largest city on Funen. (www.albani.dk) The company of 
Albani have expressed that they look forward to being a part of the heartland festival where they are 
going to present their most recent beer line; Schiøtz, a series of craft beer which has created in 
honorarium to the founder of the beer Theodor Schiøtz. (www.heartlandfestival.dk(1)) An other 
supplier of beverages at the festival is Peter Larsen Kaffe, delivering organic fairtrade coffee at the 
festival site.  (http://www.heartlandfestival.dk(2))  
 
 
 
Apart from the more Financial collaborators, others are playing a large role in creating awareness 
about the new festival, such as the newspaper Politiken, which has come together with the 
Heartland festival in creating a discount package for the subscribers of the newspaper, a segment 
called Politiken Plus. Politiken plus offers discounts on various events, products, wine, furniture 
and much more. The discounts are focused on high quality products, organic goods, gastronomic 
experiences, design, and tickets to museums and concerts (http://politiken.dk/plus/)  
 
Audience Outreach  
Heartland Festival is using a variety of ways to reach out to their target audience. Their homepage 
www.heartlandfestival.dk is very visual in that sense that they use different images to show who, 
where and what they are doing with only a small but informative description. 
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Here they refer to their Instagram profile in the bottom of their homepage. The general focus on the 
visual presentation, emphasizing the beautiful location Egeskov Castle and their aim for atmosphere 
at the festival are highly made aware. Their Instagram profile is based on the same ideas as their 
design manual, which is created by Ida Lærke who works as a creative consultant. She is 
responsible for Heartlands design and digital communication, and is known for her aesthetic 
pictures mostly on Instagram. Her work with aesthetic images is shown on Instagram with a variety 
of everything from kids to flowers. She is one of the most followed Danish user on Instagram with 
approximately 548.000 followers. 
Ida Lærke sets the atmosphere for Heartland and its participants. Her aesthetic images create an 
ambience that Heartland Festival is highly focused on. The level of taste is determined and created 
by Ida Lærke who is supported and acknowledged by half a million followers on Instagram. 
(www.instagram.com) 
This is one way to reach out to their target audience, by emphasizing the aesthetic beauty of 
Egeskov castle and its nature.     
 
The Heartland Program  
The Heartland festival advertises themselves as supplying the marked with a new kind of festival, a 
niche festival that separates from others as it presents a program consistent of four pillars; music, 
talks, art and food. In the following section we will present the program that is announced for the 
two festival days.  
 
The Four Pillars  
The first and most common festival pillar is the Music program. The lineup of musical acts at the 
Heartland Festival has a broad variety of music genres, going from post-punk to modern 
singer/songwriting, although with an emphasis on the Scandinavian new wave of electronic 
singer/songwriting. The festival has managed to deliver 20 playing acts during the two days, 
including national as well as international artists. Both well-known and upcoming artists from 
Scandinavia, Denmark, Australia and the United States are performing at the two stages. 
(www.heartlandfestival.dk(3)) 
 
The second Pillar is the Talk program; a place where the Heartland festival especially differs from 
other Danish festivals. The Talks program consist at the moment of nine talks, all dialogs between 
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two people and a moderator. Each talk has a headline, a topic or a theme that will be put under the 
spotlight, themes that could be interpreted very differently by different people, therefore the two 
invited talking Guest becomes central. 
(www.heartlandfestival.dk(4)) 
 
The third pillar is the Art that will be presented at the festival. Two artists/collectives have been 
invited to show their art pieces at the festival. Brian Eno from England will make and sound and 
light installation - The Ship, which will be places inside the castle. The second name is the Danish 
art collective ‘A-kassen’ which was founded in 2004 and is working both nationally as well as 
internationally. Their work is characterized as performative installations, photographs and 
sculptures. Their installations have a both humoristic and aesthetic expression, being often well 
known objects in a new and unexpected context, presented in a non-commercial setting. Their 
conceptual installations are often subtle, and almost undetectable, placed in open site/common 
areas, challenging the audience with its absurdity or irony.  
(www.heartlandfestival.dk(5)) 
 
As the fourth pillar there is a general focus on the gastronomic experience at the festival with one 
specific offer; the opportunity to purchase a ticket for the Heartland Banquet.  The Banquet has 
been put together by some of the best chefs from around Denmark, four different food personalities 
have come together to create the three course dinner which in line with the festival profile consist of 
local produce from Funen.  
 
We will in the following zoom in on different aspects of the festival program, such as the 
representation of the niche and the commercial, high and low culture, in relation to the local, 
regional, national and international.  
 
The festival aims to present a very modern and contemporary program, consistent of contemporary 
artists and themes inside the framework of a specific niche. 
The majority of acts on the music program presents multiple genres that seeks innovative 
production as well as experimentation with atypical combinations of both genres and instruments. A 
new wave of electronic calm instrumentals with female vocals are deriving from Scandinavian 
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countries and to mention a few; ‘CHINAH’, ‘Låpsley’ and ‘Seinabo Sey’ are all playing at the 
festival.  
Other artists playing at the festival have a similar appearance as these artists, though with a heavier 
centering on the lyrical aspect of their songs. Many acts are known to have a noticeable approach of 
telling a story through text and sound. This is typically adhering with less popular music that is 
appropriated to a less mainstream audience. Michael Kiwanuka and Mikael Simpson, for instance, 
are both characterized by their experimental meaningful lyrics, that presents a deeper meaning 
appreciated by smaller groups in the Scandinavian scene.  
The headlines of the talks, can in the same way be categorized as contemporary, but at the same 
time timeless themes, all placed in the field of humanities, sounding; Good, Evil, Passion, Self, 
Normality, Revolution and Change. The headlines furthermore connect to the full festival program, 
placed inside the framework of the festival; topics about food, music, art and talks.  
Rasmus Quistgaard the head of the talk program, says that the aim with the talks is to provide the 
audience with talks of more depth, relevance and presence, than what is otherwise found in 
everyday life through the media. At the same time, it has been a very conscious choice not to invite 
politicians and others with agendas, rather people whom he believes can engage in a ‘leveled’, 
open, and inspiring dialog.   
(www.b.dk(3)) 
 
The Chefs provide the audience with the opportunity to experience the almanac kitchen which was 
made popular in recent years by the Danish Chef; Claus Meyer and has been very visible in the 
Danish food scene with new Nordic cooking. 
One of the chefs that will formulate the menu at the Heartland Banquet is Per Hallundbæk from 
Falsled kro on Funen, who is a chef that utilizes a mindset that has been widely used around the 
leading Danish restaurants in the recent years. It is called new Nordic and the almanac kitchen. The 
idea behind these two concepts of cooking is that Scandinavia need to redefine what it is to be 
Nordic. If the gastronomy in the north want a strong identity in the world of cooking, it is needed to 
possess a strongly defined style of food and not just reinventing the carbonara. The idea is to use 
what grows in the season, so that no exotic vegetables needs to be imported out of season. It is 
needed to use what is around locally, in the right season and thereby get the vegetables when they 
are freshest and have the highest amount of nutrients (www.b.dk(4)).  
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The four chefs will go together and create the heartland banquet based on the principles of the 
Almanac. The three-course meal will consist of dishes made exclusively with vegetables and meat 
from Funen that is in season at the time of the banquet. The same sense of quality is in work for the 
outside coming caterers on the festival. In order to qualify for a spot as a caterer you must fulfill 
requirements set by the festival: The majority of caterers need to be from Funen and for all of them 
80% of the produce used shall be from Funen. The menu will be in agreement with the festival and 
set beforehand.(static1.squarespace.com) 
 
Just as the food pillar is working with produce from the region, with Danish chef and a 
Scandinavian way of cooking, the program in generally is influenced by a more local approach. 
This is for example also to be seen on the talk program where Two thirds of the people on the 
talking are Danish, and known mostly by the Danish public, many for their presence in the Danish 
media, with professions as journalists, writers or TV-hosts. (www.heartlandfestival.dk(6)) 
The same goes for the music program where Scandinavian acts take the largest share in the 
program, and the most prominent genre consist of music that is centered around lyrics and placed 
mainly in the indie-music genre. The local is furthermore focused upon in the art pillar where A-
Kassen is going to make an installation where two areas are being switched out, meaning that a 
patch of the castle garden in which the festival is placed, is switched out with a same-size patch 
from two other locations on Funen. A-kassen seek that both locations are in connection and equal 
part of the art piece.  
(www.heartlandfestival.dk(7))  
 
Despite the Danish and Scandinavian line up, some international names have found their way to the 
Heartland Festival as well.  
In the Talk program international personalities like Marina Abramovic; a recognized performance 
artist and Brian Eno, who will also make an art installation, take the stage. The international 
representation can furthermore be seen on the music program where Mark Ronson is set to take the 
music stage Friday evening.  
When talking about Mark Ronson it is essential here to point out that he also represents the more 
commercial section of the program which also entails other mainstream and well-known artists such 
as The Flaming Lips and Anne Linnet. The music program at the Heartland Festival is varied to a 
certain extent but does not have the variety which is otherwise often seen at other Danish music 
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festivals. Apart from the above mentioned commercial artists, the program is mostly build on artists 
which are upcoming or who has not been seen on the mainstream billboard charts. It can be said 
that this is music with more depth and complexity, appealing to a limited and specific audience.  
 
Qualified Acts 
What is otherwise to be noticed in the program are the acts’ high qualifications. This can be seen in 
all four pillars: 
In the Talk program all guests, national as well as international, are all handpicked for the specific 
Talk and all coming from the professional elite of a specific field. When reading the descriptions 
given to each talk it becomes clear, what is going the be the point of departure and how it is 
connected to the guests’ field of expertise; their background and thereby their ability to provide an 
interesting take on the theme. All the speakers on the program possess either a higher education or 
has lots of experience in their field of presentation.  
The same goes for the food pillar where Per Hallundbæk from Falsled kro, a highly educated 
professional chef (www.relaischateaux.com), has teamed up with Mark Lundgreen, a young and 
very aspiring chef who works within the Almanac-cooking style. Mark Lundgren is the head-chef in 
the Michelin restaurant Kong Hans, which works within the traditional French cuisine. (politiken.dk 
(3)). They work together with Jesper Koch, a well known chef to most Danes through his 
appearances on cooking shows, mainly as a judge on the show ‘Master Chef’. He has, with his 
brothers opened several restaurants and a culinary school in Aarhus (brodrenekoch.dk). They can all 
be said to have a worked their way up the career ladder and are today well renowned for their work.  
What we can say about the personalities mentioned from both the talk and the food program is that 
they are educated and respected for their achievements. When looking at the music and the art 
program, we can here see a large amount of acts who have their educational background from fine 
art institutions. To mentions some; CHINAH’s guitarist has a background in jazz improvisation and 
the piano player is schooled in classical music from Engelsholm Castle 
(www.heartlandfestival.dk(3)); Seinabo Sey studied music at the prestigious Östergårdsskolans; and 
Låpsley is schooled in classical music, taught in oboe, piano and guitar. 
(www.heartlandfestival.dk(3)). 
On the art program we find A-Kassen is a Danish art collective, consisting of the four members all 
from the Royal Danish Academy of Fine Arts. (www.kunsten.nu) 
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We categories Heartland as a niche festival, which can be seen in the festival program with 
its emphasis on the Nordic acts, who a certain aesthetic to the festival. The performers are all 
experts in their fields and bring a high level of quality within the four pillars.  
 
Hjerteland  
In addition to the Program presented above, the director Ulrik Ørum-Petersen has created a mini 
festival; ‘Hjerteland’, for children between the age 3 and 12 within the Heartland Festival. The 
creators of Heartland Festival believes there should be a place for children to get the same 
experience as the adult participants, with art, talks, music and food, but a children friendly version. 
‘Hjerteland’ is described to become a magic place for children where their fantasy and creativity 
can flourish. More specific it will offer a variety of e.g.: expedition in the gardens of Egeskov, 
storytelling, bonfire and food tasting events. ‘Hjerteland’ is cooperating with “Det Kongelige 
Teaters Teaterpiloter” which is a developing course for creative entrepreneurs in the age between 
15-22 years old (kglteater.dk). 
Furthermore, Hjerteland is working with “Børn I Byen” (“Children in the City”) which is a site 
where you can find different events created for children (bornibyen.dk). 
“Teaterpiloterne” and “børn I byen” are working together to create the magical universe that 
Heartland are searching to give their audience. “Vesterdals Efterskoles PRO klasse” are going to 
contribute with different workshops for the young ones. Vesterdals efterskole is a school for the 
creative mind, where they focus on music, drama, film and media, art and design. 
(www.efterskole.dk).  
 
Accommodation & Ticket Prices  
The last thing we will look into regarding the Heartland festival is the accommodation and the 
ticket prices, as we have mentioned in earlier in this case description, the tickets can both be 
acquired through a membership with Politiken Plus with discount, or via the Ticketmaster 
homepage.  
A one-day ticket for an adult cost 655 DKK, 170 DKK for a child between the age of 6 and 12.  
A partout ticket cost 955 DKK for an adult and 365 DKK for a child. (www.ticketmaster.dk) 
The festival also offer Package solutions, where both ticket and accommodation at local four star 
hotels, including breakfast and shuttle bus to the Festival, can also be brought for prices ranging 
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from 1.195 DKK per person per night to 2295 DKK per person for two nights.(www.hotel-
svendborg.dk)   
Accommodation can also be found in connection to the festival, in the camp-area, here people can 
either bring their own tents or caravan, come to an already standing tent, or rent a tent house for 
prices between 105 DKK to 997,5 DDK per person, due to which solution has been chosen. 
(www.heartlandfestival.dk(8))(17.04.16).  
The price for the Banquet will be 495 DKK and has to be purchased separately from the entrance 
ticket. Compared to the cost of paying a visit to the chef's own restaurants the 495 DDK is low on 
the scale, but this kind of collaboration of Danish star chefs has not been seen at any Danish festival 
to date and the gourmet flair is not typical for the music-festival culture.  
Methodology  
Our methodological approach is ‘single case study analysis’ and more precisely an ideographic casa 
analysis in that we work with a specific case. Harry H. Eckstein who was a political scientist 
describes the case as acting  “passively, in the main, as a receptacle for putting theories to work” 
(Eckstein, H. (1975)).  We write the Case description, on the basis of collected data. The data has 
been gathered by examining the Heartland Festival homepage, program and structure, to define with 
use of additional related resources to define target audience and aim of the festival, the case is 
structured in a way so the information gathered is that which supports our theories and research 
question. As the Festival has its premiere this summer 2016, there is no actual data on what the 
festival entails, only a promise of what the festival aims to provide for its audience. This data needs 
therefore to be understood and seen in the light of its function as advertisement or ideological 
mindset of the creators. Therefore, case study prevailed as a method for us because it works at a 
more practical rather than a theoretical level. This is important because there are no concrete 
empirical data gathered from observations of the festival.  
 
Limitations  
Single case analysis is critiqued on various elements of how it works. The biggest critiques are 
those of reliability, objectivity and generalizability. Because of the more practical rather than 
theoretical approach, it has a freer structure in accordance to the framework of academia, thus not 
follow methodological systematic guidelines. (www.e-ir.info). Another critique is that, qualitative 
research in general is not as objective and does not give a legitimated result due to how it does not 
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cover all aspects when coming to a conclusion. Because case analysis is more dependent on 
researcher rather than theory, it is criticized to be more subjective than other methods that are more 
independent of researchers. One of the most valid critiques of the Single case research is its 
generalizability. It can be argued that the results gathered is not applicable to a broader spectrum 
because of how specific the research is.  
 
Academic Approach  
In the following we will account for our choice of dimensions and our academic approach. Working 
in the overall theoretical field of performance design we use the dimensions ‘Culture & History’ 
and ‘Subjectivity & Learning’ in our project. In order to grasp what a contemporary festival is and 
what lies behind the cultural and traditional frames of it, we have put it into a historical and cultural 
context by trying to map its origin and the initial idea behind the festival. Festivals started out being 
part of religious traditions, but has expanded to many diverse traditions, today mainly centered 
around one field of interest, most commonly; Music. We start out by examining how the tradition of 
festivals started and how they have developed to the various forms of festivals existing today. In 
comparing initial festival to the contemporary festival we examine the relation between social and 
cultural needs, and the framework of the social interaction, and how that has developed through 
time. Furthermore, we move into the theoretical field of cultural development and the creation of 
taste, and we will thereby cover the dimension Culture and history.  
We then move from the broader perspective of the ‘festival’ as an institution and its ‘social 
function’ to the relationship between the whole festival and the individual festival goer. Here, we 
use the Subjectivity & Learning dimension to investigate and analyze, how the festival through its 
advertisement profile, location and planned program, might target a specific audience. By looking 
at theories by sociologist, anthropologist and philosopher Pierre Bourdieu on social and cultural 
capital as well as Habitus and class segmentation we aim to understand the connection between the 
creation of taste and population segmentation. We aim thereby to find indicators of what ‘subject’s’ 
feel drawn to participate in the Heartland Festival. In the means to do so it is essential to understand 
his theory in a contemporary context with use of the doctor in social and political science Nick 
Prior.  
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Process  
In the process of doing this project many aspects have has to be taken into consideration as we do 
not only investigate and write a project but also are in collaboration with the Heartland festival. The 
single case study analysis is our tool to conclude on the the function of the festival and the 
targeted audience. The Design of the installation is thereby, based on the result of our investigation 
of this report. By being in collaboration with the festival we have gained access to their Design 
Manual, which dictates the aesthetic framework of the festival. We have thereby aimed to create an 
installation according to their visual standards, as well as the interactive function we have found 
suitable according to our research findings. 
As a part of our arrangement with the festival we will be attending the festival. Here we will get a 
direct response from the festival participant, both through the installation as well as more general 
observations, which will provide us with information that will strengthen our understanding of the 
festival as well as the participants’ experience of it. Knowledge we can bring to the oral 
presentation, which timely is situated after the festival.  
 
Theory  
 
Theory on Class Distinction by Pierre Bourdieu  
Our main theoretical approach is anchored around the theories of the French sociologist, 
anthropologist, and philosopher Pierre Bourdieu. Educated in one of France’s most prestigious 
schools, École Normale Supérieure, Bourdieu was taught by the Marxist philosopher Louis 
Althusser among others, and later on became one of the most acknowledged interdisciplinary 
theorists known for his theories concerning power dynamics in society and differentiation in social 
classes (oxfordbibliographies.com). To mention his most noteworthy work, his book “Distinction: 
A Social Critique of the Judgment of Taste” has been a milestone within the field of sociology and 
is furthermore imposed to be a fundamental structure of theoretical approach for a greater amount 
of social studies. We use this book as well as secondary literature on it, that explains the most 
elementary points. We furthermore use other works that comments and critiques his theories for the 
analysis of the Heartland Festival’s culture, aesthetic agenda and potential audience. 
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According to Bourdieu, capital exists in three forms. That is; ‘the embodied state’ which is carried 
by the individual in a form of personal dispositions like a dialect, accent or one’s social 
competences; ‘the objectified state’ which is found in the form of cultural material goods such as 
books, art, instruments, cars, pictures etc.; and finally ‘the institutionalized state’ which is referring 
to credentials and qualifications that confers competence, authority or guarantee for certain social 
and cultural possessions possibly being an academic degree, a driver’s license, job title and so on 
(Bourdieu, 1997). Within these states, we find forms of capital. The most significant ones to 
mention are economic, social, and cultural capital. These are certainly all interconnected and may 
be seen as a crucial aspect of power in modern society. Bourdieu recognizes power as created 
through culture in time and context and that it is constantly re-legitimized through the interplay of 
individuals and structures of society. Capital in relation to power is accounted as an organizing 
principle in which a ladder of social class is created in various habitats to find place and value 
according to one’s own “amount” of capital. Bourdieu argues capital to be the main reason for 
struggles in class inequality (home.mira.net). In order to understand and analyze the fundamental 
aesthetic framework for the Heartland Festival, as well as the targeted participants, from a Bourdieu 
scholastic point of view it is absolutely necessary to dive into the theory of cultural capital and what 
lies beyond. 
First of all, cultural capital is known to be predicted by social origin. It is by one’s upbringing and 
social context one acquire certain skill sets and indicators of what applies to just our taste. To take 
an example: a child from a working class family would know all the players in the national football 
league, while a child from an upper class family would be more likely to know most impressionist 
painters (home.mira.net). Bourdieu is very much anchored in the role of one’s upbringing and social 
heritage. He argues that cultural capital is a major source to social inequality. Because the 
stratification allows certain forms of cultural capital to be valued more than others, it functions as 
an obstacle for social mobility. Cultural capital is played out in certain fields through certain 
habitus. Pierre Bourdieu define fields as the social world divided into different sets of rules, 
knowledge and capital. Habitus then, is the physical embodiment of cultural capital, hence the skill 
sets and habitual behavior obtained through one’s life experiences. Bourdieu uses the metaphor 
sports, whereas habitus is the player’s “feel for the game” and field is the actual game that is being 
played (www.powercube.net).  
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To sum up, we will use the theory of Pierre Bourdieu to analyze how art and cultural production is 
appropriated certain social hierarchies through the latter’s different ranges of preferences in taste as 
well as the process of taste being defined as legitimate. 
 
A Critical Reading of Bourdieu by Nick Prior  
However, there are certain forces within contemporary society’s global modernization and 
developing consumer-culture to take into consideration when investigating this issue. British 
sociologist Nick Prior has written an article concerning re-assessments of Pierre Bourdieu’s work, 
where it is argued that class distinction and the tendency of legitimation of taste primarily through 
power structures are still applicable, but that changes in the past decades require an extended 
approach of this theory (Prior, 2005).  
Prior points out gaps in Bourdieu’s theories and adds new perceptions in relation to present social 
forces and aesthetic judgment. His main point unfolds in the presence in modernity and how many 
cultural mechanisms such as institutions, social classes and art perception have changed through 
time. The process of globalization has created more complex multi-layered aspects to the perception 
of art. Prior points out that the most crucial changes of cultural forms are the role of gender, class 
and ethnicity and the role of agents as well as institutions and how these perform cultural policies 
(Prior, 2005). 
 
Geir Vestheim & Cultural Policy  
We aim to analyze the Heartland Festival from the position of Pierre Bourdieu’s theories and use 
Nick Prior’s theory to comprehend the broader patterns that lies in today’s cultural forms. As a 
supplementary theory, we will bring in Geir Vestheim’s contemporary perception of cultural 
policies and how social and cultural power structures play a role in forming legitimate and popular 
taste. Vestheim points out that cultural policy is operating by the same procedures as all other 
politics and therefore has its interest in developing and promoting culture on national, regional and 
local plan. Agents, institutions and states act, fund, develop and organize culture in aim to cultivate 
people’s cultural knowledge. Vestheim also points out that the agents and institutions in cultural 
policies decide and create the cultural agenda as they are the resource to enable certain cultural 
performances, such as the Heartland Festival (Vestheim, 2012). 
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These ‘agents’ and ‘institutions’ that have been mentioned can be referred to many roles within 
cultural policies. Museums, cultural councils, festival organizers, private as well as public 
businesses and private households are all related to decisions in cultural policies. However, cultural 
policies are increasingly influenced by cultural industry.  
 
Cultural Industries  
In our analysis we shed light on cultural policy and cultural industries interpreted and written by 
Hesmondhalgh and Pratt. Here they discuss the history, tension and the growth of the industry. 
Cultural Industries are a theory based on the commodified and profitable part of art and culture 
around the world, contrary cultural policies that claim to support the “free art”. Thus Cultural 
industries are not the opposite of cultural policy, but more a force that has over time, become a 
great impact on cultural policy. 
The tension between the desire to continue the cultural protectionism and still grow which in the 
end makes art profitable are in a constant discussion and must be taken to consideration when 
analyzing Heartland Festival. 
When we talk about cultural industries in relation to Heartland Festival we focus on private funding 
and the big corporation such as Live Nation behind it. The theory is relevant in our project because 
of the niche approach that Heartland Festival is promoted and branded as. Having minor talented 
artists performing can be portrayed as a part of cultural policies, in the sense that cultural policy 
claims to be supporting all art no matter the chance for profit. (Hesmondhalgh and C. Pratt).  
 
Market Segmentation  
With Bourdieu’s theory about class distinction in mind we will use market segmentation theory as 
an analytical tool to determine Heartland Festivals target audience. In relation to class distinction 
we experience market segmentation theory being developed from Bourdieu’s theory about class 
distinction. It will be used with a modern take, and a structure in connection to the market 
segmentation theory, but with a structure to follow.     
The theory contains various factors such as geographic, behavioral, demographic, and 
psychographic aspects. 
Market segmentation is mostly used when finding a target group for a specific product, in this case 
the Heartland Festival. The exact use of market segmentation is the process of splitting the audience 
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or the potential audience into different segments with focus on finding an audience that share the 
same interests (McDonald and Dunbar, p. 34-37).  
 
In our case, many of the responsibilities enabling the Heartland Festival are also institutions in the 
regional area of where it takes place. A repeatedly used phenomenon in cultural policies and 
industries is ‘regional development’.  
 
Regional Development  
Regional development is a theory with the hypothesis that when integrating art and cultural entities 
such as museums, events and festivals into a community or region this will improve the 
development. Due to the theory that cultural draw people in and attracts people to the region. These 
cultural events will improve the developmental process in the region, this is regional development. 
From the point of view of the scholars Lisbeth Lindeborg and Lars Lindkvist the theory of regional 
development shows us the benefits that culture and arts initiatives can have in regional 
development. Regional development can boost the regional economic infrastructure by economic 
cash flow from external agents. This flow of resources opens up the opportunity for development in 
fields such as creating jobs in the service industry, a rise in tourism to the area seen in the e.g. 
“Bilbao effect” which we will explain further in the analysis section. It can not be left out that the 
performing arts environment need both promotion and economical support to survive. This can 
come from the governmental sources such as the EU, municipal government offices, NGOs, 
private- foundations or private investors. It is important to give the artists stability to improve 
cultural infrastructure, creative industries and cultural investments in modern society.  
 
Analysis  
In the following we analyze the case: Heartland Festival  
The analysis consists of three parts. In the first section we investigate how the festival present itself 
with a focus on taste and social class. In the second section we aim to understand the organization 
behind the festival in relation to cultural policy and cultural industry. Lastly we determine the target 
audience with use of market segmentation analysis in relation to the results we have found in the 
two first sections. All conclusions from the three parts will be conducted to a comparison of the 
festival in a broader societal and historical perspective.  
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Culture, Class & Taste  
In the following section we will firstly illuminate the question of what social class the festival 
appeals to and furthermore analyze the cultural reproduction by use of Bourdieu's understanding of 
legitimization and formation of taste in relation to the Heartland Festival.  
 
Pierre Bourdieu argues that taste and cultural choices are closely related to social position. Through 
various fields, participants can act on behalf of their social and cultural capital. Bourdieu presents 
fields as enforcing different power relations to people, given what field they are in, relating to their 
habitus within that field. It is important to mention that fields in that sense can vary to a large 
extent, depending on the participants and the frame that is set by cultural policies. The 
quintessential of a field is a festival. In our case, the Heartland Festival. 
We determine the festival to be a field that is applied to the upper class and people with a high 
social, cultural and economic capital. The duchess Caroline Ahlefeldt has expressed to Berlingske 
that “[She is] very much looking forward to Brian Eno coming up here” and that other recognized 
artists are present at the festival: “He is going to live here. Marina Abramovic is going to live here. 
Bjarke Ingels is going to live here. I’m looking forward to the after parties we are going to have.” 
(www.b.dk (3) Translated by Kuskner. A). This quote presents a great example of Ahlefeldt’s 
habitus being granted in a field of inhabited and fitting skill sets. It can be argued that Ahlefeldt, 
whom we know belongs to the Scandinavian upper class, possess a fitting amount of social capital, 
and that the ‘after parties’ will be a great opportunity for her to cultivate it. Caroline Ahlefeldt is 
indeed a duchess and can ultimately be categorized as a person with a high cultural, social and 
economic capital. After all, she is co-organizing the festival. But who is the audience then? How are 
they engaging the field of the Heartland Festival?  
 
Cultural, Social & Economic Capital  
We firstly look at the food program of the festival, especially the heartland banquet, with a menu 
created by gourmet chefs, presenting fine dining at the festival. Paying high amounts of money for 
one meal is generally prioritized mostly by people in a higher economic class. The same targeting 
of people from a higher economic class can be seen when looking at the accommodation offers 
made by the festival, where they are collaborating with two four-star hotels, presenting the audience 
with a luxurious solution for accommodation while attending the festival. By looking at ticket 
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prices for other Danish festivals, we see a big gap between the prices their part-out tickets and the 
Heartland part-out tickets (www.northside.dk) (www.kloften.dk) (www.roskilde-festival.dk). This 
creates an active choice for the festival participant, of choosing a more expensive festival and is 
most likely based on enabling their economic capital. Pierre Bourdieu argues that economic capital 
is often existing in relation to cultural as well as social capital (Blunden, 2004). It can therefore be 
argued that the audience of the festival appropriates a large amount of these three forms of capital.  
 
Inclusion of a “Certified Audience”  
The festival expresses that they have made a program with emphasis on slowing down and going in 
depth, aiming for quality. By putting the Talks on the Festival program, they are aiming to distance 
from the “Q&A” format of talking to artists/specialists; in this setting the audience still has a chance 
to come and hear them talk about a theme related to their cultural field. The words; opinion and 
taste of the personalities become legitimized as they are placed on a stage. It hereby becomes 
educational, and rather a “top-down”, than audience engaging setting.  
The names invited for the festival program can be classified as the cultural elite, and what they 
bring to the program is thereby legitimized and facilitated by the festival. But as we have clarified 
in the section above the festival program has to attract an audience; the topics of the talks, and the 
invited artist for the music program, has to be contemporary and meet the demand of what is 
currently occupying people's attention. The talk “On the rotten” is a good example of something 
that is in fashion; Sandor katz a New York Chef who works especially with fermentation, 
emphasizing on nutrition and new as well as retro forms of cooking and eating. The subject of this 
talk is appropriated the audience’s ability to reflect and compare to other forms in the same field. 
This talk is therefore more granted for for those who posses a rather inhabited habitus within the 
culinary field. We also see this example in the talk by Peter Sisseck, the founder of Pingus Wine, 
where the audience is obligated to have a certain amount of knowledge within the world of wine. 
Furthermore, Bourdieu relates expanded interests in wine with higher economic capital (Bourdieu, 
1979 p186). A large amount of the program is appropriated a certain audience that requires a 
knowledge about the subject and therefore only includes a specific audience possessing that very 
knowledge. One might say that one needs to be “certified” for the events. We determine this 
inclusion mainly to be applicable for higher social classes.  
 
	   28	  
Academic Capital  
Possession of knowledge has always been a tool of power. Stratifications in class distinctions are to 
a large extent linked to possession of credentials within the institutionalized state, especially 
academic capital. Bourdieu recognizes academic capital as the combined effect of cultural 
transmissions through school and family (Bourdieu, 1979 p12-14). Many of the artists on the 
festival’s program are educated in their field and we believe this speaks to the audience as 
legitimization of the artist's’ work. There are musicians schooled in jazz and A-Kassen graduated 
from the Royal Danish Academy of Fine Arts and basically all the speakers on the talk program 
possess a higher education majoring in their fields.  
 
Bourdieu identifies the academic aristocracy as the “cultivated man” with a higher prestige opposed 
to the non-educated proletariat. Possessing higher academic capital is granting decisions of certain 
works of art being legitimated (Bourdieu, 1979 p24). Thus, the fact that the majority of artists 
involved in the four pillars, that is the foundation of the program, possess educational capital, 
allows them to understand, express and create what is implied as legitimate art, music, food and 
talks. In short, their works of art become legitimized through their background in education and 
their academic capital.  
 
Legitimate Taste  
What is legitimate taste in the art, music, food and talks is certainly not only related to whom 
determines it, but also to the taste of whom engage with it. Taste is both determined by internal and 
external processes (Bourdieu, 1979 p16-18). Music for instance, applies very much to our inner 
taste, also referred to as ‘personal taste’ which is related to social origin. Art on the other hand, has 
a tendency to apply to ‘legitimate taste’ which is related to education (simulacrum.cc). Bourdieu 
have in his book “Distinctions: A Social Critique of the Judgment of Taste” made a survey that 
investigates preferences in musical works according to occupation. He concluded that taste can be 
roughly divided in the three zones; ‘popular taste’, ‘middle-brow taste’ and ‘legitimate taste’ which 
respectively is coherent to ‘working class’, ‘middle-class’ and ‘upper class’ (Bourdieu, 1979 p17). 
In relation to the music program on the Heartland Festival, the artists playing are mainly unknown 
and upcoming, hence not of popular taste. Thus, on account of the majority of the music artist's 
background and popularity, we conclude the choice of music to be inclined to middle-brow taste as 
well as legitimate taste.  
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Reproduction  
In addition to the four pillars of the festival program, Heartland offer a section for the children, 
namely “Hjerteland”. Heartland encourage parents to bring their children, and have created a space 
where the children can have experiences similar to the adults - with both food, talks, music and art. 
This is an evident example of what Pierre Bourdieu defines as “reproduction”. Cultural and social 
reproduction is a phenomenon seen through social heritage and gradually through institutions. An 
individual imitates their parents and gain experience of praxis through institutions and thereby 
acquire the same social skills and cultural understanding as 
them(https://edu301s2011.files.wordpress.com). At the Heartland Festival’s institutionalized form 
of reproduction, children are stimulated towards a specific taste, being cultivated and formed into 
having the same cultural capital as their parents. Thus, Hjerteland (and thereby Heartland) ensures 
the reproduction of structures in class relations.  
 
The Elite  
Through analysis of the Heartland Festival and its program, we determine the audience to be in 
possession of higher cultural, educational, social and educational capital. In other words, the festival 
is appropriated the middle and upper class citizens. The festival program and the determined 
audience share an interest of a certain taste. A taste Bourdieu defines as legitimate and that is 
reproduced through various mechanisms such as the talk program and ‘Hjerteland’.  
The Heartland Festival is therefore for the elite. The elite of various fields that cultivates various 
forms of capitals. For example, the chefs on the food program that are part of the elite within the 
Nordic culinary world. Or the speakers on the talk program that possess more knowledge on 
different themes and higher capital within specific fields than others. This creates an elitist 
atmosphere that monopolize a certain taste which tends to apply to what we have chosen define as 
the “cultural elite”.  
 
The observations and interpretations of the Heartland Festival’s agenda is to a large extent in 
correlation with the theories of Pierre Bourdieu. However, as mentioned earlier, these theories are 
rather outdated.  
As Nick Prior puts it; we need to warp, accelerate and modernize Pierre Bourdieu’s theories in 
context to contemporary social structures and culture (Prior, 2005).  
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A Contemporary Perception of Heartland  
Nick Prior recognizes Bourdieu’s theories as an ideal foundation but claims that forms of capital, 
institutions as well as embodied inequalities of gender, class and ethnicity are more frequently 
reconstructed and have become more mobile (Prior, 2005). Culture has become more multilayered 
which problematizes the theory of categorizing identities into structures in relation to visual culture.  
 
Apart from the festival program, what the Heartland Festival is selling is an aesthetic atmosphere, 
that is visually expressed on social media, on the Heartland web-page, Facebook, Instagram and 
Twitter. The use of images of the castle, nature, cozy settings and use of lighting gives an 
impression of a “magical wonderland”. Heartland’s design and digital communication is directed by 
Ida Lærke, who has more than 500.000 ‘followers’ on Instagram. Again, this emphasizes how the 
festival rest on the aristocracy of fields.  
Her profile shows imagery of a very romantic oldfashioned, naturistic scenery. Her large amount of 
followers equals a large interest for this aesthetic style. But in the question of taste in such a 
particular aesthetic frame, makes it is hard to determine a specific social class or even specify a 
group. The Heartland Festival’s visual agenda is not resting on a specific taste, but rather a specific 
theme. The ‘magical realism’ build on a fairy tale universe and old fashioned furniture is so 
extensive that it reaches a broad audience of all social classes. The world has become more 
influenced by the mass of multimedia arts and culture has in general become commodified (Prior, 
2005). There is therefore a higher complexity of distinguishing between what is popular culture and 
what is legitimate culture. In relation to the Heartland Festival, one cannot point out what is a 
legitimate aesthetic theme.  
 
Another important modification to take into consideration is the various mechanisms that shape 
individual groups such as age, gender, sexuality and ethnicity, and how these groups clash with 
culture and social status when it is appearing in the relationship between institutions and audience 
(Prior, 2005).  
Because present society has become so visually intensified, there is a prevalence of exposure to 
legitimate art. This is extensively happening in cultural policies.  
 
	   31	  
Forces Behind the Festival  
In cultural policy there is a consensus to favor the audience’s interests (Vestheim, 2012). 
Representatives are chosen by popular vote to have the power over budgets, funding’s and 
regulations in cultural policies. Therefore, the decision making is build on the interests of the 
majority of the voters and the agents are obligated to fulfill these interests. ‘The audience’ is 
definitively the people that is being exposed to the art, culture, performance or event as in relation 
to which cultural policy is being performed. They are the ones choosing what cultural interest the 
agents should fulfill. Hence, it works both ways. This is why cultural policy is being approached 
and defined as a democratic issue. The cultural policy that lie behind the Heartland Festival is 
inclined to be structured on a democratic cultural policy that is appealing to the majority of the 
audience: “The audience has become picky and want something meaningful. When we buy 
experiences attend something today, we are very conscious about what we use our time and 
resources on. We permit ourselves to have high ambitions on the behalf of our audience” Rasmus 
Quistgaard argues (head of talk-program) (www.b.dk(3).(Translated by Holst.N.N) The Heartland 
Festival claims to be meeting the demands of a Danish festival that is about more than the music 
and that has more focus on aesthetic elements and quality. However, in Vestheim’s theory on 
cultural policy, it is also emphasized that, as in all other politics today, there is an existence of 
lobbyism that seeks to cover private interests instead of social interests (Vestheim, 2012). Pierre 
Bourdieu has argued that the interplay between ‘agency’ and ‘structure’, creates constant re-
legitimations of cultural taste (Bourdieu, 1979). In our case the interplay is between the 
organizations behind the festival, and the final result. From top to bottom in the policies of planning 
the Heartland Festival, there is a presence of gaps in the process of meeting the interests of the 
audience. There can for example be a mutual understanding to some extent of what festival 
participants’ wishes are, but when you create a festival available for an entire nation, it is almost 
impossible to meet all interests from all social groups.  
Furthermore, the influence and forces from cultural industry complicate the decision making in this 
form. David Hesmondhalgh and Andy Pratt explains that cultural industry is increasingly affecting 
cultural policies (Hesmondhalgh & Pratt, 2005). Therefore, it is necessary to look at the funding of 
the festival and how this affects the cultural policy and idea behind it.  
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Organization  
The Heartland festival is a collaboration between three parties; Live Nation, Egeskov Castle, and 
the director of the festival, Ulrik Ørum-Pedersen. 2016 is the first year that the Heartland festival is 
taking place and it therefore needs an initial capital, which is provided by the different contributors. 
In the case of the Heartland festival there are other financial contributors apart from the three 
mentioned above. They are both private as well as public. The data about capital-contribution is in 
many cases not transparent or for public viewing as it is an internal matter. But it is necessary for us 
to understand that the decision-making concerning the festival, not solely lies in the hands of the 
founders of the festival, as there are many interests and demands from funding entities that has to be 
met. 
 
The following section will firstly look into the public funding and thereafter the private funding that 
the festival has received. Both presentations will include an analysis of ‘what’ the funders are 
aiming for as well as ‘why’ they are investing in the Heartland Festival. 
 
Public Funding  
We know for a fact the festival is supported by the local municipality, via funding from the region 
of south Denmark. On the webpage of Region Syddanmark (Southern Denmark) we have found 
data showing us that the municipality of Faaborg-Sydfyn has received 800.000 DKK for: “(...) 
developing a yearly returning multi-cultural festival at Egeskov Castle”. 
(www.regionsyddanmark.dk) 
 
The funding Heartland Festival receive from the local municipal office contributes to the regional 
development of the island Funen. Regional development is one of the main themes behind the 
creation of the festival.  
There is for instance a focus on using local produce, grown by farmers from Funen. This is leading 
to that the audience participating at the festival will be introduced to what the region has to offer. 
This will create a heightened interest for vendors and the products they are selling as there is a 
focus on local production. Thus, the local municipal office has invested in the Heartland Festival in 
order to promote development and cultivate regional interests such as local produce. 
Another initiative that proves this phenomenon is the sponsorship Heartland has with the local 
brewery Albani, located in Odense the largest city on Funen. Albani will be selling their craft beer 
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series; Schøiz at the festival. This product is also available for purchase on a national scale. This is 
a good example of a local product that will receive heightened attention, and potentially strengthen 
its sale and publicity in a future perspective. 
According to Hesmondhalgh and Pratt, this is a result of cultural industry being incorporated into 
cultural policy with personal interests and thereby affecting the development of a festival’s agenda 
(Hesmondhalgh & Pratt, 2005).  
 
The presence of arts and cultural initiatives can draw in tourism allowing the service industry to 
expand in the area, creating new job opportunities, raising the flow of economical spending and 
drawing attention to Funen as a cultural community. The art collective A-kassen is going to create 
an installation where a piece of the castle garden is going to be swapped with a piece of city center, 
from a local city on Funen. This will bring the art to Funen, at the festival, as well as the local area. 
It brings focus to Funen, creating the relation between the two locations and emphasizing the 
attention toward the region. Apart from the fact that A-kassen is complementing the aesthetic 
concept of the festival, with their art installation, one could argue that they were invited, not only 
because they are perceived as legitimate artists, but also because they use local implements to 
express their work. 
In relation to regional development, we look at another new Danish festival that through extensive 
local funding premiered in 2015, namely Tinderbox. 
 
Tinderbox Festival  
The Tinderbox festival received major funds from the local municipality of Odense, with an amount 
of 24,45 million DKK divided out over 5 years. The committee of Tinderbox expresses in an article 
that the choice of location in Odense absolutely was related to the financial support that they 
receive from the local municipality. That the local municipality of Odense poured so much money 
into one cultural event like this, is an aim to enforce the areas’ regional development. The 
expectation is that the festival will bring so much activity to the area that the local businesses will 
profit to such a large extent that the festival, despite the initial cost, will bring profit to the 
municipality in the end. (www.fyens.dk). 
An example that justify the effects of regional development is the construction of the Guggenheim 
Museum Bilbao. The city was a dirty harbor- and industrial city where citizens did not find it a 
suitable place to live. Whereas today it is seen as a clean town with unemployment rates that have 
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decreased from 35% to 10%. With the expenses exceeding up to between 1,9 to 2 billion euros 
presumably, mostly financed by the EU, the city transformed from an unknown rundown harbor 
town to a cultural metropol that annually receives 1.000.000 tourists and created 5.000 new jobs 
(Lindeborg & Lindkvist, 2013, p3-4). 
 
Big scale initiatives of regional development can support initiatives in regard to improvements of 
the overall regional infrastructure and economic, social and cultural production. However, the 
growth of cultural policies and industries in the late 19th century has led to, more controlled cultural 
developments and tends to be radically governed by the interests of private funding (Hesmondhalgh 
& Pratt, 2005). 
 
Heartland Festival is an example of ‘place-marketing’. Place-marketing is an engagement of 
facilitating business relations in designated areas by branding and cultivating these initiatives. 
(Hesmondhalgh and Pratt, 2005) Heartland is created on the basis of various; organizations, 
institutions and companies, investing money in an institution located in a specific regional area, in 
this case Funen.  
The Tinderbox festival is a great example for place marketing, as it is placed in Odense due to 
public funding and has the aim of regional development. This case is an image of the development 
of the cultural industry, where the creation of a festival does not spring from a local initiative but 
from outside interests. In relation to the Tinderbox festival Lars ’Charlie’ Mortensen, director of 
Jelling Festival says:   
“It is worrying me that the municipality gives so much money to something that basically is a 
private business. The tradition in distributing the surplus to charity and supporting local interests’ is 
in jeopardy.” (www.politiken.dk) (2)(Translated by Holst. N.). He points out that the Tinderbox 
festival is an institution that is created by the German FKP Scorpio, a corporation that does not have 
any interest in the local community, but rather the profit that can be gained.(politiken.dk (2)) 
 
Private Funding  
Festivals are always a public interest, and institutions like festivals are therefore financially 
supported by local governmental funds. But the public funding is traditionally not a dominant part 
of the total budget, most of the capital comes from private investors, and runs on voluntary work. In 
the case of Heartland festival, the international live entertainment corporation Live Nation play the 
	   35	  
same role as EKP Scorpio as a non-local investor. We can assume that their motivation is with the 
expectancy that Heartland will become a success, and that it within a couple of years will make a 
profit. 
 
Heartland Festival is promoting itself as a niche festival, and is aiming to provide its audience with 
a very specific program. A festival that is not already available on the market. By having a very 
exclusive program that only targets a limited section of the population, ticket sales are at risk.  
Live Nation is a profiting international company that has certain interests on the agenda. From this 
perspective we assume that the reason that more commercial music names such as; British artist 
Mark Ronson and Danish artist Anne Linnet are added to the program, is to insure interest from a 
broader audience and thereby provide a larger ticket sale. This shows that cultural industries are 
increasingly taking over cultural policies as they are becoming more commodified and controlled 
by big companies with personal interests instead of social interests. 
 
The other considerable partner aside from Live Nation is the location ‘Egeskov Castle’, where the 
festival is going to take place. As they are housing the whole festival, they are expected to have an 
interest in the place being presented from its best perspective, providing the audience with a 
profound experience, and thereby the wish to revisit the place. Furthermore, art and culture will 
bring publicity to the region of Funen, drawing in tourism from different parts of Denmark.  
Through globalization and industrialization culture has become more commodified (Hesmondhalgh 
& Pratt, 2005). This has been shown through analysis of the Heartland Festival and the interplay 
between cultural policy and cultural industry behind it. The Heartland Festival is funded and 
thereby co-created by various organizations, institutions and companies. The power of cultural 
industry is growing, and interferences with decisions in cultural policies can eventually demolish 
the democracy in the decision making process. However, another benefactor showing that the 
Heartland Festival appears to have other interests than regional development and/or investment with 
the aim for profit. 
 
One of the external donors for the festival is the Danish charitable foundation Beckett Fund, that 
has given money for the Art program on the festival. The Fund is non-commercial foundation, that 
gives charity donations to art and culture, in various forms. It is an example of a party that does not 
have any financial interests in the festival. But then why are they donating money? 
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According to Pierre Bourdieu, art is legitimized as soon as it is institutionalized (simulacrum.cc). 
This is in coherence with Vestheim’s theory on cultural policies being a mechanism that determines 
what is defined as art (Vestheim, 2012). By choosing what to fund, the Beckett Fund is also 
affirming the “right” form art by supporting the institutionalization. Thus, the relationship between 
Heartland Festival and the Beckett Fund is a power structure that is legitimizing what art is. 
 
 
The Target Audience  
In the section above we have clarified that the Heartland Festival is an institution that functions in 
the field of cultural industry. For the festival to exist it is dependent on an audience, and for a first 
year festival exposure is therefore central. In relation to this we can look at one collaborating party 
that functions as a link between the festival and its audience; the Danish newspaper Politiken and 
their customer club - ‘Politiken Plus’.  
Politiken plus advertises for the festival and is offering members to buy tickets to the Heartland 
Festival at a discount price. About the collaboration Politiken Plus says that the Festival is a perfect 
match for their members - targeting the same segment of the population. 
When selling a product, determining what segment to target is central and in order to do so, the 
market segmentation analysis is a fitting tool. The following section of the analysis brings us back 
to Bourdieu’s reflections on class distinction and social struggles. We will use the segmentation of 
the population used by TNS Gallup to investigate the modern structures of social class distinctions 
and their relation to organizational structures behind a festival. 
 
Gallup Compass  
The Gallup Compass is a segmentation tool the company Gallup has created to map media and 
consumer habits. These segments can be used to target specific products or events. The different 
segments splits the Danish population into nine different segments based on their views on 
technology, politics, education, economy, views on EU, Views on immigrants and what media 
platform they use. The segment that reads Politiken and thereby have access to Politiken plus is 
called ‘the modern community oriented segment’ and consists of the cultural consumers. The 
people categorized are in the age group between 20-49 and usually have a family. The majority is to 
be found in the biggest cities with the biggest part, being in Copenhagen. They are either attending 
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or have finished an education on university level. Achieving success in life is a big goal for the 
modern community oriented segment. They are also the biggest supporters of raising the subsidies 
to cultural initiatives. In their spare time they are the biggest consumers of cultural possibilities as 
movies, art, theater, cinema and festivals. Electronics and internet is a big part of their everyday and 
they use it both on and off work. Concerning food habits, they have a big focus on ecology, eating 
healthy, are interested in fine dining and experimenting is part of their attitude towards food. How 
can this segment be applied to our previous analytical results? 
 
Market Segmentation Analysis  
 
Geographic Segment  
The founder of heartland Ulrich Ørum Peters has expressed in an interview that approximately sixty 
percent of their tickets has been sold in Aarhus, Odense and Copenhagen, the three biggest cities in 
Denmark (www.b.dk.(3)) 
The majority of tickets are sold to a Danish and Scandinavian audience, and the program of the 
festival is mostly centered around Nordic artists and Nordic food. The aim to target a 
national/Scandinavian audience can furthermore be seen on the website where only essential parts 
are translated and not the full extend of the information is available in English. 
 
Even Though the festival has a local focus, it does not have to be understood as only attracting the 
local community. By being a Niche festival it caters to a segment that is cultivated and these might 
to a larger extent come from the larger cities where most culture can be found. According to TNS 
Gallup, there is a high rate of citizens with higher educations in bigger cities than there is in the 
provincial cities (www.tns-gallup.dk). Thus, the festival tickets are sold to an audience with more 
academic capital and thereby, according to Bourdieu, also higher economic capital (Bourdieu, 1979, 
p22). In relation to the cultural policy and industry that lies behind the Heartland Festival, the 
targeted audience accepts higher prices hence higher income. The segment that contains higher 
academic capital tends to be more aware of quality and possess, as previously mentioned, a specific 
knowledge related to themes such as food, art and music. 
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Behavioral Segment  
We have determined Heartland Festival as a festival for the quality concerned consumer, due to the 
restrictions towards caterers and the focus on gourmet food. The consumer who is interested in this, 
is also more keen to spend extra money on quality and would gladly pay extra for ecology. 
Heartland Festival is for the person who defines himself or herself as culture enthusiast who is 
quality conscious to some extend (Heartlandfestival.dk).  
The audience is one that has a previous knowledge of the music and is up to date with the artist that 
will come. As Heartland program is dominated by niche performances, the audience will have to 
either have previous knowledge or be willing to take a chance when investing in the rather 
expensive ticket. This therefore justifies that the segment target is cultivated in a specific taste or 
curious when it comes to broadening their mind regarding art, food, talks and music. This is 
furthermore an aspect that has been taken into consideration in the organization of the festival 
where the funders have an interest for including the most culturally concerned hence the audience 
with the power to determine legitimate culture.  
 
Demographic Segment  
We have limited information about the demographics of the ticket sale. However, according to 
Ulrik-Ørum Pedersen a large amount of the tickets sold so far has gone to an audience that is 
between 25 to 35 of age (hwww.b.dk(3)) This apt to the offer of bringing children to the festival 
through the creation of Hjerteland. We see this as a decision from Heartland to cater to a slightly 
different audience that other festivals as it is the first with a dedicated festival to children and not 
just an area where children are taken care of whilst the adults party.  
As we have argued, this is cultural reproduction as the parents can give the same experience to their 
children that they themselves are on festival to get. This also suggests that the targeted audience is 
not there to consume big amounts of alcohol, this could be argued again as why the festival focuses 
more on the quality of the beverages than the quantity eg. craft beer and champagne bars. 
According to Nick Prior, the demographic segment is a contemporary extension of Bourdieu’s 
stratification of social classes (Prior, 2005). Despite this claim, we are aware of the complexity of 
generalizing social classes. It is essential to investigate the individual to avoid sociological blind 
spots (Bourdieu, 1979, p21). 
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Psychographic Segment  
When buying a ticket to a niche festival, it comes down to identification with identity. More 
specific; the individual feels drawn to what is being sold to them through advertisement. By going 
to the Heartland Festival, one contributes to a niche community and carry out the institution and 
functions of that particular field. By actively choosing this, the habitus and cultural capital is 
unconsciously as well as consciously cultivated.  
The way Heartland advertise can therefore be seen as an indicator of a targeted segment. A majority 
of their advertisement has been on social media (eg. Facebook and Instagram) and the biggest part 
of their publicity has come from Politiken. Politiken Plus writes: “Heartland Festival is a brand new 
festival and we dare to admit that we believe it is tailored to us and our readers” (politiken.dk/plus/). 
Thus, the audience is preserving their habitus by going to the field of Heartland.  
 
Through a rather modernized approach, we conclude that the addressed audience is targeted through 
cultural policies which are to some extent controlled by cultural industries. The targeted audience 
we have determined is in relation to Pierre Bourdieu’s theories a culturally cultivated audience 
consistently belonging to the middle- and upper class of Denmark (Bourdieu, 1979).  
 
Conclusion – What is the Heartland Festival?  
Culture is produced in many forms. In this project we have been looking at the Heartland Festival 
which is a contributing institution for cultural production; we have investigated the audience, the 
institution and the organization of the festival. But how does all these different agents and structures 
contribute to cultural production in the form of Heartland?  
From our analysis we conclude that the Heartland Festival appropriates a cultural elite. Both 
audience and performers belong to the elite division of each field they are presenting. Given this 
higher status in the stratification of cultural knowledge, this elite is qualified to determine forms of 
art to be valid and legitimate. One might say that they are sitting on a form of ‘cultural power’. The 
second part of the analysis concludes that the cultural policy and organization behind the Heartland 
Festival is much influenced by cultural industry. It has been proven that the festival have to meet 
certain demands in order to gain funding and launch the festival.  
Thus, the private and public funders of the festival are co-creating and placing a market at Egeskov 
Castle on Funen. They have demands on the basis of private interests over social interests in order 
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to benefit from the festival in the end. However, this is not the only intention of the festival. The 
audience of the festival plays a large role in the interests of the funders and the festival itself. We 
need not to clarify that there is no festival without an audience, but what is essential to emphasize is 
the role of power the audience play in cultural reproduction and production. Gathering a specific 
targeted audience at the Heartland Festival results in inclusion which results in an indirect form of 
exclusion. Therefore, appropriating a certain audience (in this case the cultural elite) with a festival, 
equips one with a monopoly on legitimate cultural taste.  
 
 
 
The power behind Heartland Festival is tripartite: the institution, which presents the organizational 
principles behind the festival; the audience which represents the cultural elite allied with the 
inclusion/exclusion proposition; and the taste which is a rather abstract term that is legitimized by 
the two latter’s judgment. These three powers are all related transversely and, in our case, 
exploiting the Heartland Festival in attempt to monopolize legitimate cultural taste. The Heartland 
Festival can therefore be seen as a neo-liberal, cultural power-structure that operates in between and 
connects the three other power structures.  
In relation to other festivals like Dionysus and Roskilde, the Heartland Festival deviates from the 
communal gathering in the sense that the niche has come in focus and is functioning as the thing 
people gather around.  
The festival appears as a cultural power structure with a focus on favoring the three additional 
power structures behind it and has therefore lost the constellation of gathering as a temporary 
community.  
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When creating a niche festival like Heartland Festival, there are many factors to take into 
considerations. Cultural policy and industry have a central role in the decision making of what 
audience to target. The Heartland Festival is appropriated an audience defined as the cultural elite 
who possess a taste defined as legitimate. Thus, we conclude that the targeted audience have been 
chosen on the background to their cultural knowledge and taste in relation to the principles 
perceived by the organizational structure behind the Heartland Festival.  
 
Designing the Installation  
 
Design Manual  
To answer the sub question of design, we have decided to focus on the overall aesthetic aim of the 
festival by looking at the design manual, thereby ensuring that the installation we create is in line 
with the festival. In the Heartland Design Manual, there is clear guideline on how Heartland 
presents itself, and wants to be marketed. This can be seen by how Heartland instruct vendors and 
caterers to present their booths and what they sell. The clarifications are present in the public design 
manual and the internal design manual. The public design manual is available on their website, this 
is a tool and guideline, on how to present their goods on the festival. The public design manual 
focuses on an overall vintage look, with rough wood, barrels, hand painted signs real lanterns and 
plants, the colors need to be dusty, pastel colors.  
(static1.squarespace.com). If a caterer doesn't live up to the requirements of the aesthetic guidelines, 
Heartland have the right to instruct the caterer to change the look of their booth on their own 
account.  
The internal design manual, focuses more on the overall idea of what Heartland is and will look 
like. The idea of the Design manual is described as ”A tool to assure the quality of the atmosphere 
that is Heartland Festival. It will ensure that a coherent style is maintained at the festival and 
prevent that the general design does not go in too many different directions.” (p.3 Heartland Design 
Manual (Translated Hermansen. M.)).  
We firstly look at the overall idea of the design manual. The general idea of the design manual is to 
give contributors and creators of the festival a tool to create a synergy between their designs, 
thereby creating the best experience for the participants. The design “Vision” as it is called in the 
design manual, is to create a magical festival that focuses on “magical realism”. A place where out 
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of the ordinary objects are placed into a regular context and thereby creates something new and 
“magical”. They aim to create rooms, stories and situations that disrupts the stylistic and classic 
look of the castle and the garden(Design Manual, p3). The Design Manual focuses on many aspects 
of what can be part of the festival, but what we found interesting was the “Portal to Heartland” 
(Design manual, p7). The idea of creating a portal that you need to enter in order to go from the real 
world into the world of the festival. In this world everything is in accordance to the realm that 
through the visual is created. With this in mind we wanted to design portals ourselves. The initial 
idea originates from the tale of Narnia, where four children enters a magical world through a 
seemingly ordinary object a wardrobe closet, we decided to design based on the idea of the closet. 
One of our initial ideas to the project was to create a form of reflection or gathering of knowledge 
that could be both interesting for us and beneficial for the festival.  
 
Best Practice  
We searched for other examples of installations from festivals in Denmark. We found two, first the 
Zine, from Northside festival in Aarhus. A project that used drawing boards and typewriters. This 
helped the Audience to create a booklet called a Zine, filled with: Stories, drawings, anecdotes and 
wishes from the festival and inspirational ideas for next year’s festival (2015.northside.dk/zine). 
The other installation is Roskilde Stories a website where the participants of Roskilde Festival can 
share their stories and discuss the festival. We wanted to create the same opportunity for the 
audience at Heartland. The possibility to share the many experiences participants take part in.  
This aspect of the installation is also applicable to the niche festival goer. This is in other words a 
process of including the audience and test our point about the Heartland Festival being including 
and/or excluding. It is also creating awareness about which parts of the festival were a success and 
what could have been done better, especially as the has its debut this year (2016).  
 
Sparking of an Idea  
We got the idea to use a typewriter, from the creators of the Zine installation from Northside 
Festival. The idea is that flaws and personality is important when sharing experiences and thoughts. 
The tales that are shared are personal and spontaneous, and will give an insight to what is 
happening in the moment, at the festival. And with the tool being a typewriter there is no 
opportunity for alterations. (2015.northside.dk/zine)  
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Our second Closet will be the entrance to a hidden rest-room, in the real sense of the word a room 
to rest. The toilet idea is based on creating a portal, where a seemingly normal closet extends to the 
back, creating a space where people can sit down and by using the walls share: Ideas, thoughts, 
drawings. The idea behind this installation is that, the best ideas appear when one is in the 
bathroom. This is a myth that many agrees with, therefore this was the basis of creating the toilet 
cabinet. In relation to our analysis, this is our attempt to contribute to the cultural reproduction by 
collecting data from the installation and pass it on to the Heartland Festival’s organizers. This is 
furthermore to create an awareness in the change of culture through media, that has been intensified 
by globalization and cultural industries. We will try to show the audience a visual culture that is 
timeless in relation to modern society.  
 
The Target Audience  
To determine how we would attract these people we have looked at the result from our market 
segmentation analysis of Heartland Festival aligned with Gallup compass’ ‘modern community 
oriented segment’.  
This clarification of the type of attendees, help us create an installation that is more suitable, 
thereby maximizing the data we can get out of the audience. When creating a participatory 
installation that is not supervised or facilitated, it needs to be inviting and easy to access/approach. 
Therefore, defining the targeted audience help us create guidelines that will be used in the 
installation. By analyzing the program of the festival and therein the audience defined, we can 
conclude that our audience have a specific taste and a strong sense of quality, seen in their interests 
in healthy and organic food and their big consumption of cultural entertainment all defined in the 
Gallup Compass. In relation to the installation, we need to give it an aesthetic exterior while, at the 
same time lure with curiosity. This segment have been called the curious segment by the head of the 
festival, this means that we can create an installation that does not need the same amount of 
explanation as it would have if we had dealt with a less curious segment. This gives us the 
possibility to observe as we expect the audience to be self sufficient and willing to participate. We 
will try to create something that can facilitate cultural exchange in the sense that we want people to 
share their thought with each other, as we at the same time collect knowledge on people's ideas 
about the festival; what works and what does not. Here in clarifying what the already niche segment 
finds interesting and thereby be able to help the festival to be strengthened for future next year's 
festival.  
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In the first part of our analysis, we have determined the audience as a so-called “certified” audience. 
In relation to our installation, we have with this in mind decided not to make the installation guided, 
by leaving it to the audience to access it as they wish, we hope for a generally increased interest in 
its openness for interpretation and facilitation with multiple results. The creation of our installation 
is centered around: simplicity, easy accessibility, easy to use, while at the same time being 
interesting and surprising. 
The aesthetic design represents an atmosphere of the audience as well as the performers at the 
festival. Since we have determined the audience to belong to the middle- and upper class, we have 
strived to make our decisions on the looks to be of middle-brow and legitimate taste as well as 
cultivating various forms of capital. The installation is furthermore an aim to visualize how art is 
legitimized when it is institutionalized.  
 
Process  
In the creation of our installation we have gone through a process of firstly requiring an 
understanding of the festivals aesthetic framework, followed by using “best practice” examples of 
interactive installations at festivals to lastly creating our own design that will be appropriate for the 
Heartland Festival targeted audience.  
What we have resulted at is the creation of two closets, one with a typewriter and one with a toilet 
inside. To make these installations reality a practical process of acquiring the closets, re-building 
them and making them visually fitting for the festival aesthetics has begun.  
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Here are three pictures, portrait our work in progress, showing the first closet after having been 
painted in a green color according to the design manual.  
 
The second closet and the interior of the closets, which make the installation will be finished in the 
time between the project handing and the festival event on the 10th and 11th of June 2016.  
At the festival we will be able to observe how the installation is used by the audience and extract 
the information that will be produced in the use of it. Mounting out in a product, which will do to 
our collaboration with the festival be used for future marketing of the Heartland Festival.  
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